Previously, too, we want to delimit chronologically the works and the groups that we will deal with within the margins that place us during the 12 th century and, approximately, the first half of the 13 th century, including those that fit within the art of 1200. As usual, this may be a conventionalism, but we stand in line with what generally considers historiography on the subject in relation to the Hispanic world, although in other European areas the beginning of Gothic art had place in the middle of the 12 th century. Eventually, the first large-scale effort of systematization appeared with the great work by Josep Gudiol i Ricart in the volume of the collection Ars Hispaniae dedicated to painting and statues, ivories included, which appeared in 1950 4 . This was the first attempt at classification by regions, schools or workshops and types in the Hispanic context, which would be revised in the corrected edition of the volume in 1980, which we should regard as a second book on the subject 5 . It is still an unavoidable historiographical point of reference in any study or research work to do with wood sculpture. Later, and at the same time as specific studies of works, types and territorial contexts intensified, one must bear in mind how the cataloguing of the works in museums, including the American ones, made it possible to reconfigure a wide panorama. These fruits were gathered in the general studies by authors such as Joaquín Another type of order aspect should be revised: we refer to the so-called Calvary groups and their evolution. Firstly, the formula was adopted to place small-scale figures of Mary and Saint John attached to the crossbar of the cross (which coexist with the adoption of the painted figure) . Later on, it evolved into a monumental development, with the figures located apart from Christ and exempt, which we fully consider of the Gothic period, as we can see in two sizes of Asturian origin preserved in the museum of Cleveland 36 .
The workshops and the coordinated production of objects for worship and furniture Another aspect that has been considered by historians is that of the workshops, understood as centres of production from which types were disseminated. At the same time, works would be distributed to other centres, monastery churches and parish churches, and so on. They would be centres following general guidelines covering different types of production, on both a technical and a typological level. In the case of 
Foreign sculptors? Imported works?
The importation of works has always been accepted for certain types of art objects, of different types. An example that is beyond doubt, for example, is that of the production of enamels from Limoges that spread to many parts of Europe. It is interesting to cite in detail another example relating to the work of the Museu Liturgica, 3, 1966 , pp. 11-20. 56 FERRAN, Domènec -"136. Mare de Déu de Sant Cugat". in Millenum. Història i Art de l'Església Catalana. Barcelona: Generalitat de Catalunya, 1989 FERRAN I LOPEZ, Domènec; PLADEVALL I FONT, Antoni -"Sant Cugat del Vallès". in Catalunya Romànica, vol. XVIII. Barcelona, 1991, pp. 184-186. 57 PÉREZ GIL, J. The pigments used include minerals used relatively frequently, such as lead white for white, haematites, vermillion or cinnabar for red, aerinite for blue, for which azurite was also used. The second layer of polychromy, applied without preliminary preparation, is characterized by the predominance of red and blue, on both the figure and the cross. In this case, the use of lapis lazuli for certain areas of blue is noticeable. The decoration of the bottom edge of the tunic corresponds to the first stage of colour application. A special mention is warranted by the motifs on the neck, the cuffs and the belt of the tunic; the grey and worn appearance is due to the application of tin sheet, something that gave the work a rather luxurious appearance, with the reflection of the mecca gilt.
Generally speaking, one has to point out the refined technique in the superimposition of the layers of primer and the pigments, and the use of cinnabar, azurite or lapis lazuli, which were obtained through trade, and which indicate a profound mastery of the techniques of the period. This may suggest that it is a work associated with an important centre and a powerful patron.
It is difficult to decide upon the chronological distance between the two layers of polychromy. Firstly, it is necessary to point out the accuracy that was maintained with respect to the compositional scheme, of both the Crucifix and the cross. The traces of inscriptions on the back have yet to be studied, but it is important to point out that the second inscription on the front is longer in length in the second layer, although its meaning is the same. This change leads me to think that the carving was moved to a different place, which could have involved a difference in height. This would explain why all the symbolic aspects of the piece survived despite the colour change. The change could have more to do with the new building in which it was placed and to some event that could have made it necessary to modify it. In any case, these are hypotheses that are difficult to confirm.
Lately also, work has been done on an image identified as a Saint John the Evangelist, kept in the museum in Vilafranca, not far from Barcelona 60 . Its origin is unknown, but it presents all the stylistic traits and some technical similarities to the works from the Boí 61 . A Virgin has also been restored whose historic appearance has been partially recovered, with the peculiarity that the inclined position of the Child leads one to conclude that the image was associated with a group that was very probably part of an Epiphany context 62 .
Study avenues for the future
In this essay I have had to give priority to the aspects relative to the formal configuration of the woodcarving, trying to cover all the components associated with its www2.fcsh.unl.pt/iem/medievalista which, according to the literary and documentary sources, the ruler, often the king, played a large part 67 . On all these fronts, historiography has made substantial progress over the last two decades. I find myself obliged, however, to leave the broad and developed treatment of these subjects for future occasions. works, groups and regional peculiarities with justification, opens up another aspect of the study of woodcarving: that of discerning clearly between the examples that actually correspond to a date from the Romanesque period from those that are later. This task, which involves not only the researchers but also the agents of the spread of innovation in research, has a long way to go in the field of study, but also in that of the institutions responsible for the conservation of the works. At the present time, the reality is that numerous general or monographic publications, as well as catalogues, continue to include objects that belong to later periods in the "Romanesque" sections 69 . The creation of a critical corpus like the one that has been carried out in other spheres 70 could represent a step forward in this task.
As I have been suggesting throughout this essay, and despite the fact that much very meritorious work has been undertaken, many systematic technical studies are still needed, analyses of the works that may help to supply data about their original appearance and about the changes they have undergone throughout history. With these it will thus be feasible to cross-reference the data obtained from different works, areas, types, variants and periods. Let us not forget that the images were placed in a context, with its structures and furniture (beams, frontals, edicules or tabernacles, baldachins, etc.), which have almost completely disappeared. Only this way will it be possible for new data to appear, if they exist, to tell us whether, as is still believed, corporeal images emerged somewhat later than in other Romanesque regions, or if it is necessary to consider the existence of examples, lost and/or replaced, before the second half of the twelfth century. 
